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WOMAN A VEHICLE OF VISUAL EXPRESSION
IN CONTEMPORARY TIMES
THESIS ABSTRACT
by Tamara Bogue
This paper is a discussion of a woman as a vehicle of
visual expression in contemporary times.

Certain artists

have been selected for the discussion of woman as subject
matter and as symbol.

An overview is given concerning some

trends that have an influence on contemporary society, women
in that society, and consequently affect how women have been
portrayed.

The selected artists were chosen as representa-

tives of " directional types" or " theme types" and some of
the implications of their female imagery is discussed.

The

concept of woman as symbol in her historically recorded debut
as

fertility figurine

{" Willendorf Venus" )

for the symbolic imagery of woman.

sets a precedent

This precedent is sub

stantiated by some of the artists in example.
The artists selected span a time from the late 19th
Century

{their productive years)

to the recent death of

Richard Lindner, in 1978.
There are two distinct elements common to the selected
artists' work.

The first element would be subject matter,

of which woman and her symbolism is dominant, or at least
highly visible in the artists'

vollimnes of work.

The second

element common to these artists would be the visible and
�characteristic representation of woman,

as a "type."

The individuals whose f emale imagery is discussed are

:?8143�3

2

Mary Cassatt, Edvard Munch, Kaethe Kollwitz,
Vincent Van Gogh, Richard Lindner and

Gustav Klimt,

(the author of the

paper) Tamara Bogue.
There is a tie in with the individual artists and the
attitudes of the times.

These societal attitudes malr be the

result of political movements, economic situations, religious
traditions, or complex combinations of these forces as well
as others.

And, the imagery of the female

may be in accordance with these attitudes;
reaction to them.

(through the artist)
or it may be a

The imagery of woman has often been an

individual artist's response to her traditional role tied to
the past and her changing role tied to the future.

And these

artists' responses are at least affected by the "condition of
woman."
The paper is a discussion of the psychology in the
imagery of woman and technique is not emphasized.

Rather,

emphasis is on the implications of the content and mes�uge.
One of the motivations f or the topic of the thesis is
to give context and meaning to the author' s drawings of
This series of drawings concerns itself with the

women.

female condition.
ings)

There is evidence

(in the author's draw

of the changing role of woman and there are kindrednesses

in the artists selected as examples.
There are illustrations to support the author's point
of view.

They consist of works by Cassatt, Munch,

Klimt, Van Gogh, and Lindner.
author.

Kollwitz,

Included also, is work by the

ACKNOWLEDGEMENTS
I wish to thank my advisor Mr.

Al R.

Moldroski for his

encouragement and help in coordinating my graduate program
which ultimately led to this thesis.

I would also like to

thank Dr. Carl E. Emmerich and Dr. Lynn E.

Trank, members

of my graduate committee, for their instruction and
consultation.

i

TABLE OF CONTENTS
PAGE
ACKNOWLEDGEMENTS
INTRODUCTION

.

.

.

.

.

.

.

.

.

.

..

.
•

.

.

. .

•

•

•

•

•

•

•

•

•

•

•

.

.

.

.

•

•

.

.

�

.

.

•

•

•

•

•

.

.

.

.

.

.

.

.

.

•

•

•

•

•

•

•

•

•

•

•

.

.

.

.

.

.

.

.

.

.

.

.

.

.

.

.

i
iv

CHAPTER
I.

AN OVERVIEW.

II.

THEMES AND SYMBOLS

III.
IV.

SELECTED ARTISTS
KINDRED IMAGES

BIBLIOGRAPHY

•

•

•

•

•

•

•

•

.

•

•

•

ii

.

.

.

.

.
.

.

.
.

.

.

.
.

.

1
6
8
27
32

TABLE OF ILLUSTRATIONS
MARGOT AND HER MOTHER SEATED ON A SOFA,
by Mary Cassatt
•
•

•

•

•

•

•

•

MADONNA (CONCEPTION), by Edvard Munch
UNEMPLOYMENT, by Kaet�e Kollwitz

•

•

•

•

•

•

•

•

•

.

.

.

.

12
.

.

.

.

FRIGHTENED MOTHER AND CHILD, by Kaethe Kollwitz.
SORROW, by Vincent Van Gogh.
THE BRIDE

. .

(Detail), by Gustav Klimt. .

.

.

•

•

•

•

•

•

•

•

THE PINK PUSSY CAT,

by Richard Lindner

THE PINK PUSSY CAT,

by Richard Lindner

ACCESSORY IN LIFE,
THE RITUAL,

by Tamara Bogue

by Tamara Bogue. .

.

iii

.

•

.

14
15

.

.

18

20

.

SIX POSTER DESIGNS FOR OTTO WAGNER EXHIBITION,
by Gustav Klimt
•

9

•

•

•

21

•

24

•

25

•

29

.

JO

INTRODUCTION
The purpose of this paper is to discuss the idea of
woman as a vehicle of visual .expression in contemporary times.
Certain artists will be selected for a discussion of woman as
subject matter and as symbol.

These artists have been singled

out as representatives of " directional types" or " theme types"
and a discussion of types will occur.

The plan is to give an

overview of some of the trends that have an influence on con
temporary society, women in that society and consequently
affect how women are portrayed.

A motivation in writing this

paper is to give my current series of drawings
statement of and about women in this society}

(a political
context and

justification, in terms of contemporary art history and
contemporary social history.

iv

CHAPTER I
AN OVERVIEW

Woman, as subject matter in visual art, can be traced
back to around the years 15,000-10,000 B.C.

Her visual

legacy emerged with the fertility figurines, the most
famous of which is the " Willendorf Venus. "

The myth surround-

ing woman begins to find expression in the form of art.

She,

at this point, is a featureless face, a rotund body with
swollen thighs and breasts.

Her genitals are emphasized and

the general consensus is that of an " almost obsessive theme" -
fertility. l

She is a symbol.

Her debut, as symbol, thrusts her imagery into a
highly sophisticated form of communication.

She not only

is1 she represents the myth: serving to explain the phenomenon of regeneration.

And it is this auspicious beginning

that will give insight to the imagery of woman today.
- There are trends in society that have an effect upon
.
the way women are portrayed.

These trends have social,

economic and political overtones.
For instance, in this country, woman has been

!

Lommel, Andreas, Prehistoric and Primitive Man
{McGraw-Hill Book Co. , New York, l966), p. 14.

2
"idealized" in her imagery close to or during periods of war.
The most poignant romantic situations invariably
involve such things as the displacements of war
time, the threat of losing each other, or the
interference of disapporving others.
Interference,

for whatever reason or cause, often intensifies

the sexual drive. 2
An example of the " idealized woman" expressed itself
in the hands of Alberto Vargas and made his illustrations
famous during World War II when Esquire magazine began a new
feature, that of the "pinup. "

The purpose of the coquettish

"Varga Girl" was to remind the GI's "over there" what was
waiting back here.

Her imagery made a real contribution to

morale building in the war effort. 3
The image of woman has been tied to social and economic movements.

In this case, she is a means to an end in

the war effort.

Woman was encouraged by " Rosie the Riveter"

to pitch in and help out.

She was also encouraged by

im�gery in the media to return home and make way for the
returning GI's at the close of the war.
s.eemed to be tied to her imagery�

The role of woman

and she was subject to the

whim of the, visual arts, which reflected the needs of the
times.
Just prior to this time, and with the coming of

2Nobile, Phillip, "The Meaning of Gayi" New York,
(an interview with Dr. c. A. Tripp) 25 June 197g;-p:---36.
3

coakley, Michael,
Chicago Tribune, sec. 12,

"Varga Girl' creator loves 'em'', "
25 March 1979, p. 4.

3

suffrage, woman experienced a new dimension in her own
political power.

She spearheaded social reform movements

resulting in child labor laws,
and _prohibition.

improved working conditions,

With each step came more implications to

her role in the home and in society, and tradition seemed to
be questioned more.
a

Margaret Sanger contributed as much to

new attitude as anyone.

She advocated rights to birth
This,

control and emancipation from unwanted pregnancy.
possibly,

more than any single influence,

cut a portion of

the strings between woman and the myth surrounding regeneration; separating the woman from the biological role that she
had here-to-now been attached.
It is almost as if the Willendorf Venus could now
stand back and view herself, in her role,

in her society--

with a new perspective.
This new perspective,
woman 's role,

allowing a diversification in

has long been recognized.

emancipation is,

however,

societal changes.

The extent of her

still linked to the whims of

One of these indicators of change is

fashion, which seems to find its directions in sweeping
.

.

.

arti s tic, economic, and political currents of the time.
Elizabeth Jachimowicz, curator of costume at the
Chicago Historical So_ciety, said she doesn't
.
take fashion as seriously as most feminists do,
but
"I would certainly be the f irst to say that
it is more than fun.
It does reflect attitudes. "
--In the last half of the 19th Century, women
were perceived as show-pieces, their clothing
seen as a reflection of their husband's wealth
and status.
The bustle, strange as the idea
might seem to us today, was viewed as sexually
appealing because it exaggerated the derriere.

4
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They were more uncomfo table even than six
inch heels, of course.
There are some who admit to a direct correlation
between politics and fashion.

Rebecca Sive-Tomashevsky, a

director of the Midwest Women 's Center,

said the changes

she has noticed in clothes:
--parallel the changes in politics.
Five years
ago most of us were working with more radical
organizations. Now I 'm part of the Establish
ment.
I 'm funded.
I'm going back pretty much
to what my mother used to tell me to wear-
except for the white gloves.
And I still wear
boots.
I won 't give up my boots. 5
With each swing of the fashion pendulum something is
added, something is lost, but somehow the result is always
unique to that which has gone before.

The changes in

attitudes concerning women are linked to the sum total of
all that has gone before.

At times women themselves have dictated their own
needs in the fashion world, and in this way have affected
their own condition.
Women 's new social and economic independence
surfaced in fashion during and just after World
war I.
"Vast numbers of women had jobs fo:i; the
f irst time while the men were away fighting. They
had to have clothes that were comfortable to
work .. in, that allowed for easy movement. "
{Elizabeth Jachimowicz)

4oaniel, Glenda, "Return of the Sex Object, "
Chicago Tribune, 25 March 1979, p. 4.
Sibid.

5
As women replaced men in the work force, they
also began trying to look more l ike men, she
said.
"They wore strips of clothes bound t ightly
around their breasts to make them look smaller. "
During World War II, when large numbers of women
were working again, padded shoulders appeared on
women's suits. 6
At this point we have considered the dynamics of
change and concentrated on some of the trends which have
influenced women and their role in contemporary society.
These trends have not always met with a popular response and
at times the imagery of the female has been a reaction to
these forces within the society.

6oaniel, Glenda, " Return of the Sex Object, "
Lifestyle, Chicago Tribune, sec. 12, Sunday, 25.March 1979.

CHAPTER II
THEMES AND SYMBOLS
I have, for the purpose of discussion, singled out
cer·tain artists whose work displays two elements.

The first

element would be subject matter, of which woman and her
symbolism is dominant, or at least highly visible in the
artists' volumes of work.

The second element common to

these artists is within the realm of subject matter.

One

can begin to see certain "theme types" or "directional types"
of women through the artist's work.
characteristics reveal attitudes.

These commonalities of

And these attitudes may

or may not directly ref lect the artist's posture towards
women.

Their images of women may be an honest conunent about

women in the society.

They may be the presentation of a

utopian ideal, or a reactionary backlash,
change.

resistant to any

The statement, a visual response to the attitudes of

.
the t imes, may have little or nothing to do with " her" at all,
but rather be using her imagery as a symbol to represent some.
thing else entirely.
According to the definition of symbol as related to
works of art, " a symbol resembles.

It has acquired a deeper

meaning than a sign, because it is more completely identified
with.what it represents, and its character is derived from
6

7
what is known by it.117
Before we identify the directional themes and discuss
the symbolism in the imagery of women,

I would like to list

a few of the qualities woman is likely to symbolize.

To do

this, one might consider the powerful reference the
"Willendorf Venus" makes to that of the phenomenon of re
generation, birth and fertility.

Woman, in her imagery, might

also symbolize a fulfillment in "life forces" such as home,
hearth, and family.

With thoughts of Eve in Eden, one might

consider her potential to represent evil, or sin.

In

biblical terms she might also be considered a "Delilah" in
her ability to tempt and to usurp the powers of men.

Many of

these ideas.of representation are direct ties to our
religious and cultural traditions,

and our history.

The very images of the past perpetuate and are a part
of those controlling attitudinal forces that continue to.

influence the formation of current imagery.
perpetuating cycle.

It is a self-

(Thjs point becomes a political justifi

cation for my own work.)

7 Ferguson, George, Signs and Symbols in Christian Art,
(A Hesper ides Book, New York, .196ll, p. 8.

CHAPTER III
SELECTED ARTISTS
What exactly are some of these images that display a
"directional type" or.theme, and who are the representative
artists?
The first artist to be discussed has a strong "womanas-nurturer" motif.

She is Mary Cassatt

(1844-1926).

This

artist, a woman, deals directly with the female realm of
experience as seen in the sheltered environment of the home
·and the members closely associated with it.

Mrs. Cassatt,

unlike most of her contemporaries, chose her subject models
(almost exclusively) from her f amily and f riends--and was
criticized by some for the monotonous theme.8
Her art has also been criticized f or its dominant
mother and child theme, with its attendant
"sentiment. "
(Mrs. Breeskin points out in her
introduction that this theme comprises less than
one-third of Cassatt's graphic oeurve.)
--Since few women have interpreted the maternal
bond in the history of art, we may not be

8This could likely be due to the complete unavail
ability to aspiring women artists of any nude model�
This policy coincides with the time Cassatt was an art
student.
Hess/Baker, Art and Sexual Politics, (Macmillan
Publishing Co., Inc., New York, 1971), p. 24.

8
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MARGOT AND HER MOTHER SEATED ON

A SOFA,

BY MARY

CASSATT

J.O

prepared to understand fully Cassatt's truly
.
fresh and acute insights.9
There is credibility in her work;
reflects her own realm of experience.

it is honest as it

It must be viewed

within the same context that one would view a self-portrait
of Vincent Van Gogh, as opposed to a portrait.of Van Gogh,
by another artist.

Both visual statements are valid, with

one tied directly to the experience and one separated from
the experience--both having a unique perspective.

{Another

justification f or my own work.)
Mary Cassatt's deeply personal interpretations of
children's personalities and motherly relationships are not
as sentimental as they f irst might seem.

Rather, they are

spontaneous, common, intimate glimpses into the interactions
between mother and child,
woman."

and they exemplify the "nurturing

By definition, nurturing implies f ood-type susten-

ance, and by the the theme type "nurturing female, " I am
emphasizing emotional sustenance, as well.
Cassatt's work strongly ref lects the traditional role
of women at the time she produced.
The second artist is unique in that he combines
. .

.

themes, or qualities.

Eroticism, evil, and omnipotence can

be seen ·in the work of Edvard Munch

(1863-1944).

His

9The �useum of Graph'ic Art, The Graphic Art of Mary
Cassatt, (The Museum of Graphic Art and Smithsonian
Institution Press, 1967). Foreword by, Donald H. Karshan,
p. 7.

ll

imagery becomes "a metaphor, a parable, a symbol.1110

The

symbolism of the life of woman, juxtiposed with the relationships of the sexes is .a pervasive theme f or Munch.
It would be impossible to encompass the f ull meaning
of Munch's imagery of women in a few paragraphs, as it is
intensely complex.

It does help, however,

Munch's relations with women

to . understand that

(which did affect his imagery)
This

were influenced by the attitudes of his contemporaries.
Bohemian circle of peers was male-dominated, sex-obsessed
and often misogynist.11

It is interesting to consider that a source f or much
of these f eelings was the "idea that woman's emancipation
was turning her social inferiority into a sinister suppress
·ion of man. nl2
They

Munch's images of women were an interesting mix.
were "hymns of love" and "blood-sucking vampires."

His images

conveyed his feelings of desire, longing, and f ear;

attitudes

about women he desired to resolve.13
In Munch's lithograph, Madonna there is

a

unique

occurrence:

lOTimm, Werner, The Graphic Art of Edvard Munch,
(New York.Graphic Society Ltd., Conn�cticut, 1969), p. 12.
llschjeldahl, Peter, "Munch; the Missing Master,"
Art In America, May-June 1979, p. 81.
1 2Timm, Werner, The Graphic Art of Edvard Munch,
(New York Graphic Society Lts., Connecticut, I3e9}, p.
l3

rbid., p.

sa.

12.

12

MADONNA (CONCEPTION),

BY

EDVARD MUNCH

13

This is not woman as object, for instance;
this is woman as subject, orchestrator not
only of the sexual encounter but of all
humanity. The male's place in the scheme
of things is poignantly conveyed by the
border of sperrnatoza and the skeletal f etus.
--Still, it is rare in art to see the
sexual act itself as the f ulfillment of
the woman's desires rather than the man's-
unless she is a whore, of course, as this
woman certainly is not. --Madonna is an
image of integral woman at the apex of her
biological function and nature
11 14
•

•

•

Our third artist dealing with female imagery, is a
woman, Kaethe Kollwitz

{1867-1945).

Her work is permeated

by the qualities of compassion and strength.
In her imagery, there is a deep understanding of
effects of uncontrollable forces on the lives of people.
The "she " in Kollwitz's work is a victim and represents the
human condition.

Her life has been touched by situations

and events that test the metal of any human being.

These

situations might be war, disaster, sickness, advanced age or
death--all in opposition to the nurturing qualities that
woman so often represents.

The f emale images in her work

are often ravaged by the f orces against them, but most all
display an inner strength and will to survive.
multi:...dimerisional.

They are

They are human.

Her women, unlike Cassatt's women, have not been
sheltered from the world and its effects.

They are in no

way frail creatures needing protection.
Her women are powerful and represent the
life principle, violently protesting

14schjeldahl, Peter, "Munch; The Missing Master, "
Art in America, May-June 1979, p. 93.

-.14

UNEMPLOYMENT,

BY KAETHE KOLLWITZ

15

FRIGHTENED MOTHER AND CHILD,

BY KAETHE KOLLWITZ

J. 6

against death and suffering, protecting
children and men alike with their great
mothering power.15
It is helpful to know,

in understanding the female

imagery of Kaethe Kollwitz, that her father, a radical
Social Democrat played an important part in her development
as an artist, and in development of her political conscious
ness.

Her grandfather contributed lessons in religion and

socialism,

as well.

These strong influences help to give

her work political context.

In addition,

her life was

thrust into a political context by subject matter as well as
events surrounding her own life in Germany during the first
half of the 20th Century

•

she wrote in her diary prior to W.W.!.
"Great piercing arrows have not yet struck
me ; my darling boys are growing more
independent." As soon as the war started
in August, 1914, her youngest son, Peter,
volunteered. He was eighteen years of age
and impassioned by his ideas and his sense
of duty. He was killed on October 22, 1914
The pain his mother suffered was an
ordeal which overshadowed her through her
remaining years.16
•

•

•

•

•

•

•

Though Kaethe Kollwitz was not a member of any
organized political party,

her work was singled out, labeled,

and outlawed.by Hitler's regime, as a "symbol of humanity
and pacifism.1117

15chicago,

Judy, Through the Flower,
Inc., New York, 1975), p. 157.
16Bittner, Herbert,
New York, 1959) , p. 9.
17rbid, p. 12.

Kaethe Kollwitz,

(Doubleday & co.,
(Thomas Yoseloff,

11

Another view of women, tempered by a political con
sciousness was that of Vincent Van Gogh.

His female subjects

were· generally peasants involved in essential life tasks;
women seen laboring at domestic chores.
a dignity in the working class.

His work reflected

The "theme type" in this

ca_se might be called "dignity and the peasant .woman, " or
" woman as partne·r in life."
His works (dealing with female imagery}

were those of:

old rural culture, of domestic life dominated
by woman; his universe was determined by matri
archal control in which the thatched cottage and
the hearth formed the central points of
.
attraction.18
•

•

•

The matriarchal tendencies

(in Van Gogh's work)

removed from

his apparently disturbed existence the truly vagrant character.
He dreamed of a well-ordered life with the dominant and
ordering f orce being woman.19
The actual number of drawings, paintings and water
colors with the topic of woman is well over three hundred.20
However, of his nudes, there were only fourteen.
felt his study of Sien, a prostitute,
It is entitled Sorrow,

Vincent

was one of his best.

and displays little sensuous f eeling.

To·vincent ; "the sensuous element in art would have seemed a

18uammacher, A. M. ' Vincent,
1961), p. 9.

(.Spring Books,

19Hammacher, A. M.
' Vincent,
9.
1961), p.

(Spring Books, London,

London,

20de la Faille, The Works of Vincent Van Gogh
and co., Amsterdam, 1970), Index of subjects.

(Reynal

18
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SORROW,

BY VINCENT VAN GOGH

-- :-- ••

�

.

t
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deadly sin."21
There was, however, a very sensual quality in the
female imagery of Gustav Klimt.

His work was a kind of

idealized eroticism that spanned the lif e of the artist
1862-1918) .
When death came to Gustav Klimt, he was caught in the
process of working on one particular painting.

This "stop

action" image reveals much about the man and the implications of the eroticism of his work.

The painting, The

Bride, f ound in a stage of incompletion, can be observed in
such a way:
--in opposition to the f loating knot of figures
covering the left side of the canvas, the
splayed-out nude body of young girl dom inated
the other half. Her face was averted in a pro
f ile turn to the right, and a mufflerlike wrap
at the throat seemed to separate the head from
its gl inunering white torso, creating a startling
effect of mutilation. The knees were bent and
the legs spread apart to expose a carefully
detailed pubic area upon which the artist had
leisurely begun to paint an overlay "dress" of
suggestive and symbolic ornamental shapes.
(The
unfinished status of the painting) --caught the
artist in the secret revelatory act of flagrant
voyeurism.22
Woman in the imagery of Klimt, was really a vehicle
'
veilea- by s ensuous facades in order to express the artist's
close and unremitting f ixation upon sexuality.

21Meier-Graefe, Julius, Vincent Van Gogh,
Society, 1922) , p. 9-10.
22comini, Alessandra, Gustav Klimt,
New York, 1975) , p. 6.

History

(The Medici

(George Braziller,

20

THE BRIDE

(DETAIL),

BY GUSTAV

KLIMT

21
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22
seems to have ascribed the f ull revelation, as well as
exploitation of sex in art to the Expressionist and
Surrealist movements

•

•

.
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This is woman as object.

According to.Paula Harber, feminist art
historian, many paintings of women by male
artists actually represent masculine f an
tasies about women. Women are presented
as idealizations or stereotypes--f leshy
secular nudes, images veiled in religious
or mythological significance, maidens,
madonnas, sirens, vamps, or witches. Or
women are bathed in false purity or
religious significance. Classical and
baroque art is filled with male f antasies
of control and power over women. These
are protections by men of their personal
erotic fantasies of dominance over women,
and they generally associate sexualit
with a power submission relationship. 4

�

The ultimate instance of power and dominance with
woman as victim is rape.

The psychology and history of rape

will substantiate that it is an.act of aggression, power, and
violence against individuals and communities of people.
Eroticism, in extreme, can be a kind of visual rape.
is another example of woman as victim.

It

Of course, sensuality,

idealized can relay positive aspects concerning one area of
the female experience.

However, the love, eroticat

suality exhibited in "soft-core pornography" can,

and sen-

taken to

an extreme, also exhibit.an attitude of hate, anger and
degradation.

As seen in some of our current periodicals;

is considered "hard-core pornography"

it

(especially those

23 Ibid.
24chicago, Through the Flower,
New York, 1975) , p. 156.

(Doubleday & Co., Inc.,
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images of sadism, masochism, and bondage)

by many.

The implications and psychology of this type of "art
form"

have many explan.ations.

I, however, f eel safe in

assuming that this particular imagery sterns f rom both positive
and negative emotions, and deals directly with attitudes
about and concerning women and their role in society as
perceived by the artist.
�ichard Lindner

(1901-1978)

is the last artist to be

discussed because he combines the European Symbolist imagery
with contemporary times.

Born in 1901, Lindner studied to

be an artist in his native land,

Germany.

Forced to flee

the country in 1933 because he was a Jew, Lindner spent
time in France before emigrating to America, in 1941.
Like Klimt there is a certain element of voyeurism in
Lindner's work.

He was fascinated with women and their

"secrets .. "
Richard once told me he used to track through
a variety of New York department stores-
Bioorningdales, Macy's, Gimbels, Klein's, etc.
--to spend the afternoon observing women at
the underwear tables trying on, deciding on,
and toss.ing around brassieres, panties, slips,
garterbelts, etc.
He'd watch them fit garments
. over their qwn clothes, and even wait until
·they· went into the dressing rooms to change
and emerge outfitted to pose in all sorts of
positions in front of the mirror.· --And how
did he station himself near those special
cosmetic sections where a woman can smear her
lips, rouge her cheeks, be personally sprayed,
marked, cut and brushed and be told what's
wrong with her f ace and how it can be
corrected?25

25
Rivers, Larry, " A Send-Off for Richard Lindner, "
Art in America, (November-December, 1978), p. 150.
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Lindner's imagery and fascination with women reflects
the " temptress" motif whose origin stems from a " tradition
that was generated in the late nineteenth century and is
stil-1 alive."

Here again, is the "uneasy awareness" of the

shifting role of women in Western society.26
In Lindner's work there is a cool detachment which
helps one tie in Lindner as the voyeur

•

•

•

observing women,

their power, their secrets and their role as "Delilahs" in
the society.27
About them Lindner once said:
imaginative than·men.
know they have.1128

" Women are more

'They have secrets they don't even

His women are sources of power and in

this culture their accoutrements are worn as emblems of their
rank and power.
The work of Richard Lindner appears to be the product
of the time

•

•

•

•

a reflection of the changing role of women,

and the liberation in sexual attitudes of this century.
seen in the artist's work,

As

" she" appears to be a source of

.power hungry for a turn at the dominance " game."

" She" has

become cunning in her execution of the rules by which " she"
.

has been forced to adhere to.

-

26Ashton, Dore, Richard Lindner,
Inc., New York, 1969) , p. 10.
27rbid.
28

Ibid.

.

" She" is in control.

{Harry N. Abrams,

CHAPTER IV
KINDRED IMAGES
It would be pompous and arrogant to compare my work
with the established likes of Cassatt, Munch,
Kollwitz,

Klimt,

justification

and Lindn.er.

There,

Van Gogh,

however, is a certain

(as far as one's own work is concerned)

in

pointing out kindredness and commonalities from a safe
distance.
The imagery of my recent work is,

in subject, WOMAN.

The content is an attempt to mirror the symbol for women and
isolate some of the aspects of her ever-changing role.
Like the artists mentioned earlier,
work is an intensely personal statement.

I feel that my
The topic is in

touch with the pendulum-type-eff ect of the changing role of
women in this society.

In

" woman as object" theme.

a

sense, it is a reaction to the

In essence, it is a backlash to

the wasted p()tential in the lives of millions of women.
is a statement, showing no blame and passing no judgment,

It
but

revealing that the destiny of woman lies within her own powers.
In effect, . it is a tribute to human potential and an eff ort
to encourage a more enlightened and flexible state of m ind
concerning roles f or all human beings.
The " she" in my work has been exposed to all the

27

28
the insults of her sex.

" She" has been degraded but has

learned survival techniques that are not always in her best
interests.
There is an inner quality to the women, one of strength
and dominance, at least as far as her own destiny is concerned.

The symbolic content is laced with

and texture.

a

facade of richness

This surface glitter is a cultural diversion

and can be seen as a survival technique.
It is a positive statement though negative in its
view of women.

My drawings, Accessory In Life, and The

Ritual, reflect the writing of Ania Nin,

as quoted in the

book Through the Flower, by Judy Chicago:
She was like an actress who must compose a face,
an attitude, to meet the day
She must redesign
f ace, smooth the anxious brows, separate the
crushed eyelashes, wash off the traces of secret,
interior tears, accentuate the mouth as upon a
canvas, so it will hold its luxuriant smile.
Inner chaos, like those secret volcanoes which
suddenly lift the neat furrows of a peacefully
plowed field, awaited behind all disorders of
f ace, hair and costume, for a fissure through
which to explode.29
•

•

•

The " she" in my work is a victim of her environment
and her survival has caused her to victimize others as well.
There is in my female· imagery a collective tir edness
'
of the " game" and society's pattern for femaleness.

There

is an awareness of the waste of energy and human potential.
The compression of human personality creates
anger and if that anger is not expressed, it

29chicago, Judy, Through The Flower,
Inc., New York, 1975), p. 124.

(Doubleday & co.,

29
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turns in upon itself, diminishing the personality
into a state of nonbeing, nonacting, passivity.3D
In conclusion, the implications of woman as symbol,
go back thousands of years to the Willendorf Venus, and are
still not clearly understood.

The questions of birth, life,

sex and death are still imprinted on our psyches,

and,

according to our visual history, the myth concerning woman
is part of the answer.
Our emotional evolution, concerning these concepts,
has been painfully slow and often regressive.

If we seem

to touch on an enlightened period in history, it all too
of ten is submerged in a regressive cultural growth only to
be looked for again at another time.
It is fascinating, to attempt to encapsulate the
essence of the times in a visual statement.

My hope is that

my work, like a barometer, will enlighten, influence and

predict.

30�hicago,. Judy� Through
Inc., New York, 1975), p. 125.

The. F l ower,·

. .

(Doubleday:.&: .Co. ,
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